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Introductory Note on Performance of the Music here included 
This portfolio contains three works. The first, better now, is realised electronically; it has no 
score, and the six -channel version included herewith is the definitive performance source. 
A rendition in 5.1 surround is also included for referential convenience. This should not be 
used in public performance. 
The second and third works, Four Quartets and not even the rain, respectively, are scored 
for instrumental ensemble and voice and are intended to be performed as such. The record- 
ings of these two pieces herewith included are synthetic, MIDI -based performances, which 
are included for the assistance of the score -reader only, because the timbrai structure of the 
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better now 
for MIDI controller, sampler and telephone answering machine 
2 
better now 
MIDI controller, sampler and telephone answering machine 
better now is an electroacoustic rhapsody whose emotional content reflects a period of tur- 
moil in the life of a friend of the composer. The material on which the piece is based is 
derived exclusively (and with permission) from a 24- second message which he left on the 
composer's answering machine. 
The piece is in two sections, both of which are structured according to the sounds de- 
rived from the tape. 
The first section, which is fiercely rhythmic and rather aggressive is based on a rhyth- 
mic sample which is a massively stretched piece of noise from the motor of the answering 
machine; that sample is layered up to eight times, at different sample speeds. The rest of the 
first section's sounds are derived from the voice message itself, deliberately unintelligible, 
but structured by the order it was originally spoken. The key technique here, in opposition 
to the rigorously binary- structured rhythmic part, is the idea of playing several copies of 
the same sample at a time, at slightly different speeds, so that they start in synchrony and 
then diverge, and, at the same time, form (dissonant) harmonic clusters. The only exception 
to this approach in the first section is one rising vowel sound, which is used to punctu- 
ate and increase tension about half way through. The length of the first section is broadly 
determined by the length of the message. 
The second section is not rhythmic, but has a structure determined (again) by the sam- 
pled message, stretched to lengths determined by harmonic ratios, derived from more or 
less conventional chords. The harmonic and timbrai interest in the music then arises from 
the interaction of the sounds so produced, which are determined by the original message, 
not the composer. 
Both sections, then, have a rather Zen -like, Cagian approach, in that the material is 
defined by the external source, and that the detailed interaction of sounds and timbres is left 
to chance, arising from the broad harmonic choices made by the composer. One important 
aspect of this is that a significant proportion of the musical material is derived from the 
noise of the answering machine -therefore, noise must be accepted and viewed as part of 
the listening experience, and not thought of as something to be masked or somehow ignored. 
The original version of the piece was in six channels, played from a sampler, the place- 
ment of individual sounds throughout the listening space being controlled by computer. The 
version presented here, however, is mixed down to six channels, so it can be played back 
without human intervention. This approach, aside from its obvious increased convenience, 
serves to emphasise the sub -text of the piece: on a narrative level, the piece questions our 
ability to communicate, especially when that communication is mediated by electronic de- 
vices. Ideally, therefore, no -one should be visible, driving the mixing desk, during the 
performance of the person, to clarify this point further. 
Because human intervention is avoided in performance of the piece, no score is given. 
Performance 
Here, better now is supplied in two formats: a six -channel performance version and a 5.1- 
encoded reference version. The former is for public performance, the latter for the con- 
venience of the reader of this document. The 5.1 version should never be used for public 
performance. 
To perform the piece, copy the six . WAV files from the DVD to a computer with six - 
channel sound output and appropriate software. Import the files according to their names 
and the patching of the software to the sound outputs, as shown in Figure 1. 
To use the reference version, place the DVD in a 5.1- enabled DVD player with digital 








better now is an electronic rhapsody telling the story of a friend of mine. All its sounds are 
derived from a message he left on my answering machine. 
The piece questions whether communication via electronic means is actually an advan- 
tage to human relationships. 
Duration: 21 minutes 
5 
Four Quartets 
for Triple String Quartet 
6 
Four Quartets 
Triple String Quartet 
Four Quartets is a musical response to the first of T. S. Eliot's Four Quartets, Burnt Norton. 
It aims to explore the same themes as the poem: memory, the passage and perception of 
time, and the contradictions between stillness, movement and stillness which arises from, 
or in spite of, movement in a causal world. 
The structure of the five movements mirrors that of the poem's five sections quite 
closely, with the music being a fairly direct response to either the imagery or the philo- 
sophical argument in the text. 
The music uses the three string quartets in ways more akin to electroacoustic sound 
sources than as traditional musical parts. The three groups are widely spaced, to the left, 
centre and right, with respect to the audience. This means that, because of the precise 
synchronisation required by the score, a conductor is necessary. This arrangement is, in 
fact, one of the direct references to the poem's contradictions: illusions of movement are 
produced by simply panning and hocketing between instruments in different static groups. 
Less direct references are to be found in the extended periods of slow change in the 
music, juxtaposed with complex, mathematically generated textures, some of which are 
derived directly and rigourously from the text to which they respond. 
The first movement, in rondo form, lays out many of the materials used for the later 
movements. In particular, it introduces the implicit chordal "melody" figure not heard 
clearly until the third movement, and only introduced explicitly melodically in the fifth. 
An important function of the first movement is to introduce the timescale of the piece: it 
begins extremely slowly, with a slow tempo; later the tempo increases dramatically, but the 
pace does not. This approach continues throughout the work. 
The second movement explores textures produced by the juxtaposition of very closely 
spaced pitches, and the complex beats and timbres produced as they change. The focus 
here is on timbre, and, as such, the melodic and harmonic qualities of the movement are 
deliberately simple. The second section of the movement, after the rhythmic bass line has 
died away, is derived from exactly the same pitch set as the chorale conclusion of the fourth 
movement (see below), which was derived in turn from Eliot's words: "at the still point of 
the turning world ". 
The third movement explores spatial placement, mostly by "panning" and hocketing. It 
is the most freely composed of the five movements of the piece. The stanza of the poem 
to which this movement corresponds is not only the bleakest but also the most meditative, 
and the music aims to reflect this in its use of sustained, slow change. Against the backdrop 
of these slowly mutating timbres, the movement includes figures notated from birdsong in 
Uppsala, Sweden, in June 1991 - direct references to birdsong appear throughout Eliot's 
poem. 
The fourth movement reflects Eliot's deep interest in Anglicanism, using deliberate 
liturgical references and a chorale -like, sustained coda. The majority of the music is de- 
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rived directly via mathematical functions from the letter sequences in the poem and then 
manipulated into the presented form by the composer. 
The fifth movement has two simple functions: first, to make explicit the implied melody 
heard in the first and third movements, underlining the connection between it and the chord 
sequence from which it arises; and, second, to act as a simple coda for the work as a whole. 
The first of these points is, in a sense, the key to the structure of whole work, making the 
'cello solo in the first 40 -odd bars a sort of apotheosis ( "That which is only living /Can only 
die "). The closing 'cello notes suggest that they could continue for ever: "Ridiculous the 
waste sad time /Stretching before and after." 
Stage Layout 
The quartets and conductor (for this piece is probably unplayable without a conductor) 
should be laid out as in Figure ? ?. The distance between the three string quartets should be 




Figure 2: Stage layout for Four Quartets 
8 
Notation and Intonation 
There is no standard notation for music involving very precise pitchbends, portamenti and 
vibrati of the kind required here. The score is presented using what is, necessarily, a corn - 
promise between precision and utility from the point of view of performers. 
The score is printed in a quarter -tone notation, based on half -sharps, sharps and three - 
quarter- sharps, but not using flats. The lack of flats is partly intended to help the performers 
dissociate the music from tonal contexts: it is conceived in an equal- tempered context, 
and, while it is possible to perform parts of it tuned as though it were in a key, doing so 
uncritically will lead to tuning problems. In the second movement particularly, where the 
beating and other textures produced by detuning are important, attention must be paid to 
equal- tempered tuning accuracy. 
' However, it is a feature of the piece that much of the dynamic tuning cannot be notated 
precisely even at quarter -tone level, because it involves continuous change. It is therefore 
important that the performers think precisely about the rates of change indicated by the 
glissandi, and exactly what pitch should be played at each point as the glissando procedes. 
To help with this, glissandi are notated with pitches accurate to the nearest quarter -tone, 
where it is possible to do so in standard notation. In the event that such notation is not. 
possible (for example, where the glissando is less than a quarter -tone, or where quarter -tone 
steps do not correspond with notated beats), no attempt is made to notate other than to mark 
the glissando itself, to avoid confusion. 
The piece occasionally uses non -standard vibrato depth. To denote this, I have used s.v. 
(for senza vib.) and m.v. (for con molto vib.), and a horizontal arrow to show the dynamic 
in vibrato depth. Where there is no marking, vibrato should be played as usual. 
Tempo 
This piece is scored throughout for performance in metronomic tempo; tempo dynamics (as 
perceived by the listener) are written into the score. The fifth movement includes a very 
extended accelerando; it is important that this is smooth, and calibrated according to the 
stages marked in the score. 
Recording 
The recording associated with this score is a MIDI realisation for the purposes of study only. 
It should not be used for public performance. 
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Programme Note 
"Time past and time present are both perhaps present in time future, 
and time future contained in time past." (T S. Eliot, Burnt Norton I) 
Duration: 70 minutes 
10 
First Movement 
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not even the rain 
for large orchestra and three amplified countertenors 
for Julian 
]02 
not even the rain 
large orchestra and three amplified countertenors 
not even the rain consists of five songs, each a setting of a separate poem by E. E. Cum- 
mings, for three countertenors and large orchestra, including electronics. The poems were 
chosen simply because the composer has loved them since his teenage years; they are re- 
produced here in text and on the CD by the kind permission of Mr. George J. Firmage as 
sole agent of the E. E. Cummings Trust. The music of not even the rain builds on the ideas 
developed in Four Quartets, particularly in the use of fuzzily defined rhythm, and a rather 
"electroacoustic" view of timbre; the aim is to broaden the techniques used there through 
use of the larger palette of basic timbres available in the orchestra. Generally, but not ex- 
clusively, there is a deliberate attempt to use groups of instruments as collective wholes, so, 
for example, clarinets and vocals very often work together homophonically, enhancing the 
timbre of the sound source with the harmony at any given point; this is particularly evident 
in the vocal part of the fifth movement. Particularly important in this approach is dynamic 
timbrai change, as produced directly by the two synthesisers, but also constructed in the 
orchestral parts (for a clear example, see the wind parts of the fourth movement). 
It is worth mentioning one aspect of the style used here explicitly: the aim is to make 
the music serve the words (as opposed to the opposite, which so often happens in mod- 
ernist settings of Cummings), and this, combined with the relatively limited range of the 
countertenor, presents a particular challenge to the composer. 
A recording is supplied as part of this portfolio for the assistance of the score reader. 
It is a synthesised, MIDI -driven recording (apart from the vocal parts) and should never be 
used for public performance. 
Electronic Sounds and Amplification 
The orchestra includes two synthesisers, one specified as analogue and one as digital. The 
analogue instrument is used to achieve warm, full textures, while the digital one is used 
to add a hard, sometimes aggressive edge to the orchestral timbre. Specifications of the 
sounds used are given below. Electronic sounds are used in four of the five pieces, played 
live by synthesiser. The two instruments used on the recording were a Cheetah MS6, a 
MIDI -controlled, rather traditional, analogue synthesiser and a Yamaha TX81Z, a MIDI - 
controlled digital synthesiser based, like the famous DX7, on Chowning's Frequency Mod- 
ulation tone generation system. These two kinds of instrument sound quite different, and 
no compromise should be made in this piece: it will not do to simulate the analogue sounds 
on the FM synthesiser, as the effect will be unsatisfactory; the converse would anyway be 
impossible. 
In all cases, the sounds used are dynamic, which means that different lengths of note 
determine more than just the length of the sound - its development and timbral quality are 
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affected too. Therefore, it is important that the keyboard players follow the score and the 
registration of the instruments precisely. 
The synthesisers and the vocal amplification should be such that the amplified sound 
is integrated with the orchestral, and not brought "up front ". As far as possible, spatial 
placement matching the physical layout, as shown in Figure 3, should be used to increase the 
impression that amplification is absent. If necessary, the celeste, which plays an important 
part in several of the songs, may also be amplified. 
The actual settings of the synthesisers are shown in Tables 1 -6. The figures give the 
parameter names, the settings for the particular synthesisers used for the present recordings, 
and, where possible, more general descriptions intended to facilitate the reproduction of the 
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Oboe /Cur anglais (22db). 
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ClarineUBass 
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The notion of weaving is a good description of the way I have thought about these pieces. 
There are interwoven concepts throughout the five movements, and the music is conceived 
texturally rather than harmonically (though tonal harmony is evident throughout). The three 
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larger songs, 1, 3 and 5, all contain sounds with an evolving, opening dynamic (in terms of 
frequency spectrum and perceptual impression), starting with the tam -tam and suspended 
cymbal in 1, and then with these and the synthesisers and more complex orchestration in 3 
and 5. The same effect is echoed more subtly in in the smaller pieces, with the development 
of a sub -audible implied bass C, harmonic by harmonic in 2, and the simulation of electronic 
filter sweeps in the woodwind in 4. 
The weaving analogy is appropriate too in that the structure of the three larger songs is 
akin to appliqué work on a tapestry - as in some Renaissance church music, for example, 
the background sound proceeds, at times, almost independently of the foreground interest; 
this is particularly clear in 1 and 5, the latter case being exemplified by rhythmic structures 
(in pitched percussion) which fade in and out, without any reference at all to continuity. 
The two shorter movements have closely related structure, reflecting that of the poems 
-a brief description of a situation, followed by a "punch line" which puts across the main 
idea behind the poem. 2 uses references to loss (the Last Post and an Anglican hymn tune 
normally sung to the words "for those in peril on the sea ") to highlight a rather sinister 
potential interpretation of the poem: that children are subject to and helpless before the 
intentions, good or otherwise, of the adult world, while 4 uses material from the Kyrie of 
William Byrd's Mass in 5 Parts, highlighting the analogy between, on the one hand, the 
dying mouse and the man, and, on the other, humanity and its gods. 
Copyright Notice 
"luminous tendril of celestial wish ", "maggie and milly and molly and may ", "from spi- 
ralling ecstatically this ", and "somewhere i have never travelled,gladly beyond" from COM- 
PLETE POEMS: 1904 -1062, by E. E. Cummings, Edited by George J. Firmage, are used 
with the permission of Liveright Publishing Corporation. Copyright ©1931, 1948, 1956, 
1959, 1963, 1976, 1984, 1991 by the Trustees for the E. E. Cummings Trust. Copyright 
©1979 by George James Firmage. 
Note on Copyright Notice 
The permission given in the copyright notice above covers only the act of setting the po- 
ems to music and their reproduction herein and subsequent reproduction for academic and 
unpaid performance purposes, and the recordings included herein. It does not cover the 
inclusion of the poems' text in programmes; permission to do so must be sought separately. 
Equally, permission to record the settings, publish the settings or perform them for financial 
gain require further permission. 
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Programme Note 
These five poems have been important to me since I was a teenager. Cummings' magical, 
mystical, richly ambiguous use of language seems to lend itself well to song. In making 
these five settings, I have tried to make the music serve the word, rather than the other way 
round. 
not even the rain is dedicated to my partner, Julian Ball. 
"luminous tendril of celestial wish ", "maggie and milly and molly and may ", "from 
spiralling ecstatically this ", and "somewhere i have never travelled,gladly beyond" from 
COMPLETE POEMS: 1904 -1062, by E. E. Cummings, Edited by George J. Firmage, are 
used with the permission of Liveright Publishing Corporation. Copyright ©1931, 1948, 
1956, 1959, 1963, 1976, 1984, 1991 by the Trustees for the E. E. Cummings Trust. Copy- 
right ©1979 by George James Firmage. 
Duration: 31 minutes 
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Table 2: Cheetah MS6 settings for Mvt 3, sound AS2 
Parameter Value Description (of setting used here) 
Name No. Used Min. Max. 
Voltage Controlled Oscillator (VCO) A 
Wave shape 11 - 0 2 No effect 
Pulse width 12 - I 15 No effect 
Octave 13 - 0 3 No effect 
Coarse tune 14 - -12 12 No effect 
LFO depth 15 - 0 63 No effect 
EG Depth 16 - -63 63 No effect 
PWM depth 17 - 0 63 No effect 
Bend depth 18 - 0 12 No effect 
EG select 21 - I 2 No effect 
PWM Select 22 - 0 1 No effect 
Bend select 23 - 0 1 No effect 
Sync to B 24 - 0 1 No effect 
Voltage Controlled Oscillator (VCO) B 
Wave shape 31 3 0 3 White noise 
Pulse width 32 - 1 15 No effect 
Octave 33 - 0 3 No effect 
Course tune 34 - -12 12 No effect 
LFO depth 35 - 0 63 No effect 
EG depth 36 - -63 63 No effect 
PWM depth 37 - 0 63 No effect 
Bend depth 38 - 0 12 No effect 
EG select 41 - 1 2 No effect 
PWM select 42 - 0 1 No effect 
Bend select 43 - 0 1 No effect 
Fine Tune 44 - -31 31 No effect 
Oscillator Mix & Pulse Width Modulation (PWM) 
VCO A/B mix 45 -31 -31 31 VCO B only 
EG depth 46 0 -63 63 No EG control of VCO mix 
EG select 47 - 1 2 No effect 
PWM rate 48 - 0 63 No effect 
Voltage Controlled Filter (VCF) 
Cutoff frequency 51 65 0 99 Set the base level of the filter quite high (so that a clear 
"ssss ", as opposed to just "shhh" is audible in the noise 
Resonance 52 30 0 63 Enough resonance to hear the filter sweeps clearly - like 
spooky wind 
LFO depth 53 0 0 63 No LFO control of the filter 
EG depth 54 -40 -63 63 Inverted EG control of the filter - just enough to close the 
filter at the start of the note 
Pressure depth 55 0 -63 63 No filter control from keyboard pressure 
EG select 56 2 I 2 Use EG 2 to control the filter 
Key follow 57 - 0 63 Filter is independent of pitch 
Low Frequency Oscillator (LFO) 
Wave shape 61 2 0 3 No effect 
Delay 62 8 0 63 No effect 
Frequency 63 0 0 63 No effect 
VCO control select 64 - 0 I No effect 
VCO control depth 65 - 0 15 No effect 
VCF control select 66 - 0 1 No effect 
VCF control depth 67 0 0 15 No LFO control of filter 
Envelope Generator (EG) 1 - Output volume controller 
Attack 71 4 0 63 Very fast attack, just short of a sharp edge 
Decay 72 - 0 63 No effect 
Sustain 73 63 0 63 Hold volume at maximum throughout key press 
Release 74 55 0 63 Slow release - 10.5 seconds from maximum 
Sustain On/Off 75 1 0 I Include sustain phase 
Key follow 76 0 0 63 EG is independent of pitch 
Velocity level control 77 0 0 63 EG is independent of keyboard touch 
Velocity attack control 78 0 0 63 EG is independent of keyboard touch 
Envelope Generator (EG) 2 
Attack 81 0 0 63 Instantaneous attack 
Decay 82 55 0 63 Decay over 10.5 seconds from maximum 
Sustain 83 0 0 63 Decay to zero 
Release 84 55 0 63 Release over 10.5 seconds from maximum, continuing decay 
Sustain On/Off 85 0 0 1 No sustain phase 
Key Follow 86 0 0 63 EG is independent of pitch 
Velocity level control 87 0 0 63 EG is independent of keyboard touch 
Velocity attack control 88 0 0 63 EG is independent of keyboard touch 
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Table 3: Cheetah MS6 settings for Mvt 5, sound AS3 
Parameter Value Description (of setting used here) 
Name No. Used Min. Max. 
Voltage Controlled Oscillator (VCO) A 
Wave shape 11 0 0 2 Pulse wave 
Pulse width 12 8 1 15 50% pulse wave (i.e., square wave) 
Octave 13 1 0 3 Pitch as scored 
Coarse tune 14 0 -12 12 Pitch as scored 
LFO depth 15 0 0 63 No LFO pitch control 
EG Depth 16 0 -63 63 No EG pitch control 
PWM depth 17 16 0 63 Slight pulse width modulation 
Bend depth 18 0 0 12 No pitch bend 
EG select 21 - 1 2 No effect 
PWM Select 22 0 0 1 LFO controls pulse width modulation 
Bend select 23 - 0 1 No effect 
Sync to B 24 0 0 1 No oscillator synchronisation 
Voltage Controlled Oscillator (VCO) B 
Wave shape 31 0 0 3 Pulse wave 
Pulse width 32 8 1 15 50% pulse wave (i.e., square wave) 
Octave 33 1 0 3 As scored (same as VCO A) 
Course tune 34 0 -12 12 Pitch as scored 
LFO depth 35 0 0 63 No LFO pitch control 
EG depth 36 0 -63 63 No EG pitch control 
PWM depth 37 14 0 63 Slight pulse width modulation (same as VCO A) 
Bend depth 38 0 0 12 No pitch bend 
EG select 41 - I 2 No effect 
PWM select 42 0 0 1 LFO controls pulse width modulation 
Bend select 43 - 0 1 No effect 
Fine Rine 44 2 -31 31 Very slight detune to introduce frequency beat at about 2Hz 
Oscillator Mix & Pulse Width Modulation (PWM) 
VCO A/B mix 45 0 -31 31 Equal mix of VCO A and VCO B 
EG depth 46 0 -63 63 No LFO control of mix 
EG select 47 - 1 2 No effect 
PWM rate 48 23 0 63 Pulse width modulation rate is 0.25Hz 
Voltage Controlled Filter (VCF) 
Cutoff frequency 51 65 0 99 Set the base level of the filter quite high (so that a clear 
"ssss ", as opposed to just "shhh" is audible in the noise 
Resonance 52 30 0 63 Enough resonance to hear the filter sweeps clearly - like 
spooky wind 
LFO depth 53 0 0 63 No LFO control of the filter 
EG depth 54 -40 -63 63 Inverted EG control of the filter - just enough to close the 
filter at the start of the note 
Pressure depth 55 0 -63 63 No filter control from keyboard pressure 
EG select 56 2 1 2 Use EG 2 to control the filter 
Key follow 57 - 0 63 Filter is independent of pitch 
Low Frequency Oscillator (LFO) 
Wave shape 61 2 0 3 No effect 
Delay 62 8 0 63 No effect 
Frequency 63 0 0 63 No effect 
VCO control select 64 - 0 1 No effect 
VCO control depth 65 - 0 15 No effect 
VCF control select 66 - 0 1 No effect 
VCF control depth 67 0 0 15 No LFO control of filter 
Envelope Generator (EG) 1 - Output volume controller 
Attack 71 4 0 63 Very fast attack, just short of a sharp edge 
Decay 72 - 0 63 No effect 
Sustain 73 63 0 63 Hold volume at maximum throughout key press 
Release 74 55 0 63 Slow release - 10.5 seconds from maximum 
Sustain On/Off 75 1 0 1 Include sustain phase 
Key follow 76 0 0 63 EG is independent of pitch 
Velocity level control 77 0 0 63 EG is independent of keyboard touch 
Velocity attack control 78 0 0 63 EG is independent of keyboard touch 
Envelope Generator (EG) 2 
Attack 81 0 0 63 Instantaneous attack 
Decay 82 55 0 63 Decay over 10.5 seconds from maximum 
Sustain 83 0 0 63 Decay to zero 
Release 84 55 0 63 Release over 10.5 seconds from maximum, continuing decay 
Sustain On /Off 85 0 0 1 No sustain phase 
Key Follow 86 0 0 63 EG is independent of pitch 
Velocity level control 87 0 0 63 EG is independent of keyboard touch 
Velocity attack control 88 0 0 63 EG is independent of keyboard touch 
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Frequency 1.00 1.49 2.00 2.00 
Wave I 1 1 1 
Detune 0 0 0 0 
Out level 99 99 99 99 
Envelope Generators (EGs) 
Attack Rate 10 2 I 3 I 
Decay 1 Rate 1 5 7 6 
Decay I Level 15 8 10 0 
Decay 2 Rate 0 2 5 3 
Release Rate I 1 1 1 
EG Shift off off off off 




Pitch depth 12 
Amplitude depth 3 
Sync on 
All performance parameters and adjustments (Scaling, Sensitivity, Function) are switched off. 
The above parameters are explained in detail in the TX81Z manual, available from www . yamaha . co . j p. 




Frequency 1.00 1.00 2.00 2.00 
Wave 5 2 2 6 
Detune 0 0 0 0 
Out level 99 99 99 74 
Envelope Generators (EGs) 
Attack Rate 28 24 19 8 
Decay 1 Rate 8 24 16 8 
Decay I Level 15 7 15 13 
Decay 2 Rate 6 2 4 3 
Release Rate 5 9 9 9 
EG Shift off off off off 




Pitch depth 0 
Amplitude depth 0 
Sync on 
All performance parameters and adjustments (Scaling, Sensitivity, Function) are switched off. 
The above parameters are explained in detail in the TX81Z manual, available from www. yamaha . co . j p. 
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Frequency 0.5 1.58 2.5 2 
Wave 1 I I 1 
Detune 0 0 0 0 
Out level 99 90 85 83 
Envelope Generators (EGs) 
Attack Rate 9 11 5 31 
Decay 1 Rate 24 14 6 4 
Decay 1 Level 15 15 15 14 
Decay 2 Rate 0 2 1 3 
Release Rate 1 1 1 1 
EG Shift off off off off 




Pitch depth 0 
Amplitude depth 0 
Sync off 
All performance parameters and adjustments (Scaling, Sensitivity, Function) are switched off. 
The above parameters are explained in detail in the TX81 Z manual, available from www . yamaha . co . j p. 
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Programme Note 
These five poems have been important to me since I was a teenager. Cummings' magical, 
mystical, richly ambiguous use of language seems to lend itself well to song. In making 
these five settings, I have tried to make the music serve the word, rather than the other way 
round. 
not even the rain is dedicated to my partner, Julian Ball. 
"luminous tendril of celestial wish ", "maggie and milly and molly and may ", "from 
spiralling ecstatically this ", and "somewhere i have never travelled,gladly beyond" from 
COMPLETE POEMS: 1904 -1062, by E. E. Cummings, Edited by George J. Firmage, are 
used with the permission of Liveright Publishing Corporation. Copyright © 1931, 1948, 
1956, 1959, 1963, 1976, 1984, 1991 by the Trustees for the E. E. Cummings Trust. Copy- 
right ©1979 by George James Firmage. 
Duration: 31 minutes 
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1. 
luminous tendril of celestial wish 
(whying diminutive bright deathlessness 
to these my not themselves believing eyes 
adventuring,enormous nowhere from) 
querying affirmation;virginal 
immediacy of precision:more 
and perfectly more most ethereal 
silence through twilight's mystery made flesh- 
dreamslender exquisite white firstful flame 
-new moon!as(by the miracle of your 
sweet innocence refuted)clumsy some 
dull cowardice called a world vanishes, 
teach disappearing also me the keen 
illimitable secret of begin 
Reproduced by kind permission of George J. Firmage as sole agent of the 
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2. 
maggie and milly and molly and may 
went down to the beach(to play one day) 
and maggie discovered a shell that sang 
so sweetly she couldn't remember her troubles,and 
milly befriended a stranded star 
whose rays five languid fingers were; 
and molly was chased by a horrible thing 
which raced sideways while blowing bubbles:and 
may came home with a smooth round stone 
as small as a world and as large as alone. 
For whatever we lose(like a you or a me) 
it's always ourselves we find in the sea 
Reproduced by kind permission of George J. Finnage as sole agent of the 
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from spiralling ecstatically this 
proud nowhere of earth's most prodigious night 
blossoms a newborn babe:around him,eyes 
-gifted with every keener appetite 
than mere unmiracle can quite appease - 
humbly in their imagined bodies kneel 
(over time space doom dream while floats the whole 
perhapsless mystery of paradise) 
mind without soul may blast some universe 
to might have been,and stop ten thousand stars 
but not one heartbeat of this child;nor shall 
even prevail a million questionings 
against the silence of his mother's smile 
-whose only secret all creation sings 
Reproduced by kind permission of George J. Firmage as sole agent of the 
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Me up at does 
out of the floor 
quietly Stare 
a poisoned mouse 
still who alive 
is asking What 
have i done that 
You wouldn't have 
Reproduced by kind permission of George J. Firmage as sole agent of the 
E. E. Cummings Trust, © E. E. Cummings Trust and George J. Firmage, 1991 
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somewhere i have never travelled,gladly beyond 
any experience,your eyes have their silence: 
in your most frail gesture are things which enclose me, 
or which i cannot touch because they are too near 
your slightest look easily will unfold me 
though i have closed myself as fingers, 
you open always petal by petal myself as Spring opens 
(touching skilfully,mysteriously)her first rose 
or if your wish be to close me,i and 
my life will shut very beautifully,suddenly, 
as when the heart of this flower imagines 
the snow carefully everywhere descending; 
nothing which we are to perceive in this world equals 
the power of your intense fragility:whose texture 
compels me with the colour of its countries, 
rendering death and forever with each breathing 
(i do not know what it is about you that closes 
and opens;only something in me understands 
the voice of your eyes is deeper than all roses) 
nobody,not even the rain,has such small hands 
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